This paper brings Merleau-Ponty's phenomenological approach to Sasha Waltz's dance film S, which focuses on the relation between sexuality and language. Maintaining that movement in cinema takes place in the viewers and not the film, the paper considers how the visual can be deepened to include the ways we move and are moved. Saussure's insights into language are brought to the sensible, which is here understood in terms of divergences from norms. Though film would seem to privilege vision, viewing this film helps to elucidate Merleau-Ponty's claim that a film succeeds when it engages the viewer's embodied understanding, and shifts the norms of the corporeal schema. The film of S, though produced when the dance first premiered in 2000, was only recently released, probably because it was the least well received of the trilogy and, according to Waltz, the least understood. 6 It focuses on the relations among sexuality, gender, language and embodiment, and contributes to reshaping viewers' corporeal understandings of bodies as openings to the world. Waltz claims that she wanted the dancers to be for the most part naked in S because clothing communicates a 'cultural, social and historical meaning'; 7 clothing, moreover, shifts the ways in which we move, and the ways in which others respond to us, which S also interrogates. 
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Contemporary dance is in excess of language, and shows how bodies have their own ways of reflecting, perceiving and responding, as well as their own logic or syntax that is both general and particular.
1 While this syntax does not directly translate into words, it nevertheless overlaps and intertwines with language in the ways it is taken up by the corporeal schema as the possibilities of movement and structures of action that allow us to engage with the world. The phenomenologist Maurice Merleau-Ponty called this a kind of 'sensible reflection', a thinking through embodiment which contemporary artistic works engage since corporeal being is the way in which we live 'our relationships with others'. 2 In this paper I address this potential of dance but from the perspective of filming dance performance. More specifically, I explore how filmed contemporary dance performance takes up this enigmatic relation among the viewer, sense and embodied movement, an area where little has been written. Erin Brannigan, in her ground-breaking exploration of dancefilm, points out that those writing on dance have been reluctant to take on 'film culture', and film theorists have not taken up 'issues in dance studies', though the history of modern dance intertwines with that of cinema. 3 While Brannigan draws on the work of Gilles Deleuze, I turn to Merleau-Ponty's phenomenological approach to explore Berlin choreographer Sasha Waltz's filmed S, part of the extraordinary, abstract series on the body which also includes Körper and noBody which were created to critical acclaim for Berlin's Schaubühne am Lehniner Platz. 4 Importantly, I work only with the film version; though I have seen two of Waltz's works on stage, I
have never seen S performed live. Film works differently than live dance since it not only 3 offers the possibility of repetition and of increasing viewer participation, it also relies primarily upon another kind of movement than that of dance -the movement of being moved. Thus, assuming the film to be a lesser version, a copy of the original, does not help us to understand what dance film actually is, which is something different from the performance itself, though both open on to the same world. With dance film, sensible reflection takes place on the part of the viewer, for the film remains a technological object. In drawing on Merleau-Ponty, I turn in particular to recently published lectures from the early 1950s, which shed new light on the phenomenological intersection of language, the corporeal schema, movement and film. 5 The film of S, though produced when the dance first premiered in 2000, was only recently released, probably because it was the least well received of the trilogy and, according to Waltz, the least understood. 6 It focuses on the relations among sexuality, gender, language and embodiment, and contributes to reshaping viewers' corporeal understandings of bodies as openings to the world. Waltz claims that she wanted the dancers to be for the most part naked in S because clothing communicates a 'cultural, social and historical meaning'; 7 clothing, moreover, shifts the ways in which we move, and the ways in which others respond to us, which S also interrogates. shifts the norms of the corporeal schema and, in turn, the viewer's ways of perceiving according to the film. 9 Thus, film can deepen the visual, revealing the importance of embodiment to sense, and how sense in turn embeds itself in the body's corporeal schema.
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I. Sensible reflection S works both to establish a world my body understands, and to bring cultural and social understandings to the fore in order to interrogate them, and perhaps also to shift them.
But it also brings to the forefront embodied norms that provide a background that cannot be thematized precisely because they are the styles in which we perceive, grasp and take up the world, which are not in themselves graspable. More specifically, Waltz's work explores the ways in which bodies take up sense both generally as moving bodies, and particularly in the ways that each individual body moves into meaning. Thus, an important inspiration was the letter 'S', which provides the title of the dance. Waltz's advice to viewers is to search out their own chains of association with words beginning with 'S', such as Schlitz (slit) and Schlange (serpent), the two words offered by Waltz.
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These slang terms for female and male genitals are at once both signifiers that are overdetermined and, as she shows in her dance, lines of embodied movement: the stage has a slit, a line into which dancers are drawn or leap, and from which they also emerge, 5 and the dancers dance the sinuousness of the serpentine lines of the body. The sinuous line, as Merleau-Ponty explains, is not visible in itself. It provides rather an axis from which other lines of movement are generated. As he clarifies, 'the beginning of the line's path establishes or installs a certain level or mode of the linear, a certain manner for the line to be and to make itself a line, "to go line"'. 12 Although he was writing with respect to painting, his observations about lines apply well to dance. 13 He notes that, relative to the lines that establish levels, 'every subsequent inflection will have a diacritical value, will be another aspect of the line's relationship to itself, will form an adventure, a history, a meaning of the line' (EM, 183; 74). 14 In other words, the line itself can never be precisely traced -it remains in the background, yet it nevertheless generates modulations of movement or style diacritically, or in terms of the écart, which can be understood as a spreading apart, a gap or divergence.
Though, according to Emmanuel Alloa, the term 'diacritical' comes out of Merleau-Ponty's reading of Ferdinand de Saussure's structural linguistics, Merleau-Ponty takes it up in order to think through the sensible as a differential process. 15 For Saussure, meaning is not produced through identification with the words but rather through the ways words, indeed phonemes diverge from one another, which means the relation of signifier to signified is arbitrary. For Merleau-Ponty, however, the sensible arises 'diacritically' in the divergences from norms that remain in the background, and these norms belong to the corporeal schema. In a system of embodied meanings and ways of moving, individuals take up the norms in terms of the ways they individually diverge from them, the ways they take up the norms and live them. In this sense we partake in the 6 general but only to the extent that we take it up in the ways which are 'most our own' (Si, 52; 65).
Waltz's choreography in particular addresses the ways in which words, specifically words beginning with 'S', itself a sinuous line, provide generative axes that motivate but do not determine the movements that will diverge from them. Accordingly, as Waltz explains, naming the words in advance already begins to shape the way viewers will encounter the work, something she wants to avoid (Interview). She would prefer that viewers bring their own 'S' words, and still others emerge, both from viewing the dance as well as from the interviews with the dancers; words such as sex, stage (Schaubühne), sin (Sünde), silence (Stille), to swim (schwimmen), solidarity (Solidarität), sport, semen (Samen), sweat (Schweiß), to swing (schaukeln), to stand (stehen), to long for (sehnen), to feel (spüren), to disturb (stören), to slide (schleudern), to hit (schlagen), to play (spielen), Sasha and sinuous (schlängelnd). The dancers themselves helped compose the work through improvisation around 'S' words.
For Saussure, meaning emerges laterally in the relationship between words, but the materiality of the signifier is irrelevant. 16 But for Merleau-Ponty, meaning arises because words belong to the 'immense fabric of language', which is also able to 'present something to us as well. A friend's speech over the telephone brings us the friend himself, as if he were wholly present in that manner of calling' (Si, 43; 54). The dancers, accordingly, extend, and feel out the embodied lines of the words, showing viewers the ways in which the arbitrariness of language becomes deeply embodied. The words are generative and these bodies in turn creatively reshape words' meanings through the style in which they are taken up in their own particularity. In search of new creative 7 possibilities, Waltz thus encourages her dancers to explore language through movement stretching it into new configurations. In part, as we shall see, she does this through choreographing gender and sexual performances, scripts that seem bound to fail, no matter how they are mixed up or challenged, precisely because they remain clichés or scripts.
Accordingly, just as language has its own syntax, so, too, for each artist 'style is the system of equivalences' created to manifest the perceived world, which means that abstract art is not a negation of the world but is rather a new system of expression that nonetheless belongs to the whole (Si, 54-6; 68-70). In this then, sensible reflection refers directly to such an embodied syntax and understanding. For it is the body that provides 'a system of systems devoted to the inspection of a world', and that outlines the 'hollows and reliefs, distances and deviations' (Si, 67; 83). Because we are embodied, being is inexhaustible and can be taken up through each individual's particular style of engagement. Thus, 'primordial expression' institutes new meanings from within the system of equivalences that already exist (Si, 67; 84). 17 In Merleau-Ponty's reading of Saussure it becomes described as the way in which 'each act of expression becomes significant only as a modulation of a general system of expression and only insofar as it is differentiated from other linguistic gestures' (Si, 81; 101).
II. Film and the Pictorial
In fact, this modulation of expression is a form of movement, which, for Merleau-Ponty, is central to expression. He describes it as a 'double movement': meaning descends 'into the world', and this descending 'movement transforms itself into expression, -which it 8 was already' (SWWE, 32; MSME, 164). The movement inherent to expression is thus not that of moving from one space to another; it is inherent to embodied being whereby even rest is a kind of movement. 18 But more than this he wants to reveal the 'foreignness' of expression, that it does not originate from a self, but rather that we take it up and make it our own. Merleau-Ponty turns to painting and to film to explore this double movement, this 'conversion of movement into expression', because 'pre-linguistic forms of expression' both sublimate 'human movement' and reveal the ways in which it is not generated from individual subjects (SWWE, 32; MSME, 164-5).
S provides the opportunity to explore this overlapping of the pictorial, film and the sublimation of expression in movement. The dance piece itself is a triptych inspired in part by Hieronymus Bosch's triptych, Garden of Earthly Delights, a fantastic depiction of human desire, sensuality and fall from grace. 19 The words, the submission of sensuality to rules. The third and final section draws upon a surreal world of animals, mythical figures, strange appearances and incongruences that resonate with the world presented in Bosch's triptych -it is the falling apart of order.
In fact, there are several ways that the dance film S resonates with the pictorial of Bosch's work. First, both are reflections on the creative process itself, the birth of embodied meaning. For Bosch, this theme is introduced by the inscription on the closed triptych, which depicts a grisaille globe of the earth with the Latin inscription: 'He spoke and it was there; he commanded and they were created.' 20 Second, Waltz's choreography is often complex with several things happening on the stage at once. The viewer, and in the case of the film, the director, must make choices about what to attend to, as we do in our everyday perception. Bosch's works are perceptually, and sensually, complex; they cannot be consumed in a glance. Eyes must rove over the texture of his works, in the way that fingers do with touch, interrogating scenes one by one. And, finally, both Bosch and
Waltz explore the possibilities of the seemingly impossible. 21 Importantly, for Merleau-Ponty, movement in the pictorial does not actually refer to the movement of the things themselves, but rather to the ways in which the things relate, which he describes as the '"vibrations of the entire picture", an architecture even when the details are not visible' (SWWE, 33; MSME, 167). In other words, the coming into appearance of meaning, a movement in itself, belongs to the entire picture and not to the details. 22 This means that the 'movement of the pictorial is a movement of "language" (…). The forms breathe. They bear one another, are intertwined, merge with one another' (34; 167). It is the movement of expression, which is also the shifting movement of meaning in the world that is prelinguistic, for the picture is not enclosed within its frame but rather opens on to a world, providing for the movement of the line, for this 'more secret form of movement' (34; 168). The art work thus provides movement in allowing for 'variations in the modulations of our being in the world'; he describes this modulation as écart, as divergence from 'a norm that is never itself given', that is provided only in the particular ways we take it up (34; 168).
Film similarly reveals movement as transformation. A film, as Merleau-Ponty points out in his essay on the subject, presents no horizons as such. 23 Movement is not absolute movement, from one place to another. The editing and montage can give us the sense of a space and the movement within it that is provided by our experience of a spatial and temporal world that we bring with us to the viewing, but there is no actual movement as such. As Vivian Sobchack explains, a film is 'an expression of experience by experience'. 24 This means that rather than providing representations of movement from place to place, movement in cinema is the 'interrogation of my natural and {social} being in the world by means of divergences' (SWWE, 35; MSME, 170). 25 When we watch a film we bring with us 'sensorial and cultural fields', a 'completely assembled system of relations between sign and signification' (35; 170).
Thus, movement in film makes sense to the extent that the viewers are able to enter into the world that the film presents. Merleau-Ponty describes this process in terms of anchoring my vision and taking up residence in a milieu or level (FNP, 54).
Importantly for Merleau-Ponty, the 'film is only a work of art if it plays with this system' allowing for divergences that bring something new to presence in my corporeal schema, in my embodied ways of understanding (SWWE, 35; MSME, 170). The success of filming dance is the extent to which my body can take up and make sense of the movements, can enter into and be moved by the world of the dance. Thus movement in film concerns transformation or metamorphosis rather than movement from place to place.
The significance of Merleau-Ponty's claim about the relation of viewer to film is underscored if we turn to Brannigan's work on dancefilm where she relies on Deleuze's somewhat idiosyncratic reading of Henri Bergson. According to this reading, the 'ancient' way of thinking that privileges the 'pose' or the instant is deposed for the 'modern' one that engages the '"endless flow" of life'. 26 With flow, a moment can be understood as 'any-instant-whatever' -no moment is privileged over another, contributing to the figure or whole, rather than the part. This understanding of flow is mirrored for Brannigan in the flow of early modern dance and cinema. But the problem with drawing on Deleuze's reading is that Bergson, unlike Deleuze, is critical of cinema. Dorothea Olkowski points out that, for Bergson, the any-instants-whatever of film belongs to the classical physics from which Deleuze draws. 27 As Deleuze understands it, the privileged instant is deposed for moments which provide the homogenous blocks of space-time that make up a single duration; 'personal consciousness' is abandoned (DLMT, 14). These any-instants-whatever are, for Deleuze, 'immanent and material, derived from the continuous and mechanical succession of moments of classical science, according to which time is an independent variable' (DLMT, 2). Change can happen in the relation of one instant to another but not in terms of the instant itself. But, as
Olkowski explains, for Bergson, human consciousness cannot be collapsed into natural science: 'there is no duration without consciousness and no before and after without memory (…).
[W]ithout this personal element all we have is one moment next to another and there will be nothing to connect them' (DLMT, 14). Accordingly, film can go backwards or forwards; it can be sped up or slowed down, but it does not itself change.
Change only takes place in the viewer, something Merleau-Ponty understood. Brannigan herself seems to recognize a problem in Deleuze's approach when she acknowledges he touches 'only momentarily on the role of the spectator'. 
III. Corporeal Schema and Movement
It is through the corporeal schema that this modulation of expression takes place. Dance as an art form in particular allows for sensible reflection on this movement of taking up the strangeness of meaning in one's own way, for dancers embody rather than represent.
In improvisation, upon which Waltz relies, neither the dance nor the meaning is set out in advance but emerges through the intertwining of ideas, the ways dancers take them up, and the space in which the dance emerges. Of course, choreographers and dancers bring with them a certain style or way of understanding the world embedded within their corporeal schema, which can be understood as the individual's way of moving into and taking up the world as a system of practical capacities, as the 'je peux' or 'I can'. The corporeal schema is the body as interpenetration of subject and world, which means that it is always already a 'certain structure of the perceived world' (MSME, 144).
Nevertheless, it remains open to further articulation (MSME, 132). As Emmanuel de
Saint Aubert suggests, for Merleau-Ponty, 'it is not the eye or mind which perceives movement, but rather the corporeal schema in its entirety' which is in turn animated by movement, thus revealing to us our 'co-existence with the world'. 29 Importantly, the corporeal schema as this system of practical possibilities provides a structure that cannot be reduced to signification; it is a 'totality without an idea', a plan that aids memory, yet itself resists interpretation (MSME, 133-4). For example, if I am asked to locate the letters on the computer keyboard, my hands and fingers guide my response. For a dancer to think through a choreographed move, her body prepares to guide her through. The corporeal schema is thus not itself like an object deployed before us but, rather, we are stuck to it, situated within it. It allows for our contact with the outside, our mutual implication in the world. Perception is thus part of an entire system of schema, world and movement. This means that the schema, like the pictorial, is a system that 'dominates the details', that shapes the senses, and that 'indicates an order, an interior process' (133). Because the corporeal schema gathers and shapes our contact with the world, it is itself movement. It is thus, so to speak, 'an attitude towards' the world; it 'opens up goals', and 'founds praxis' (127, 133).
Importantly, this means that, since the corporeal schema is itself not perceived, it can be understood to be more like a 'norm or a privileged position in opposition to that which defines the perceived body' (143). Nevertheless, because our bodies are a certain structure of the perceived world, we carry its traces within us (112).
When I view Waltz's film, I experience this dynamic of divergence as sensible reflection in that, in watching the film, I become more aware of the ways in which my body moves rather than the ways in which it appears, although the appearing nonetheless contributes to these structures. The film is successful to the extent that it engages my whole body, and not just my visual perception. In fact, it is, for Merleau-Ponty, precisely because the corporeal schema precedes 'explicit perception' that it requires rethinking
how we understand what it is to be conscious, and that motility and consciousness are coimplicated one in the other (MSME, 143, 158). Since the corporeal schema is 'an opening to a world through motricity', it is also thus a relation with others, language and thought;
it is always already expression (MSME, 158).
Each To explore a body, to really take measure of its surface, seems to require this gentle, sinuous, respectful exploration, and we see the ways in which the body responds, rising to meet each caress, twisting gently into their hands. This is not the way in which bodies are usually approached. It is an intimacy that new lovers might share, and yet these questioning gestures are not overtly part of a lover's entanglement. The level is set by the responsiveness to one particular body, but no one response is precisely the same. Each of the dancers who engages with the body brings a certain style of gesture, shaped to an extent by the clothing each wears as well as by each one's own particular way of moving.
The living body itself provides a model for this divergence from the norm.
Touching, like seeing and hearing, requires movement. Indeed, for Merleau-Ponty, perception is synonymous with movement; this means seeing and touching are dependent on motility, and yet the touching of the touching, the seeing of the seeing, will always diverge. 30 Thus, touch as touching oneself can be understood in the ways that things are a 'prolongation' of the body and the body is 'the prolongation of the world' (VI, 255; 308).
I cannot touch myself because my movements are 'entirely woven out of contacts with me' (255; 308). The living body thus belongs to another dimensionality; it is not a 'sum of self-touchings' it is rather a corporeal schema, an 'I can' that is in itself 'contact of self with self' (VI, 255; 308). In fact, for Merleau-Ponty, consciousness is the outcome of praxis and not of contemplation (MSME, 158). He suggests that there is a non-causal relation between consciousness and motility. We are motile because we are conscience, and conscience because we are motile (158). Thus, as Stefan Kristensen clarifies, the 'structure of movement is that which gives sense, that permits us to think the question of the sensible and that of sense together'. 31 It is the subject as an 'I can' and not an 'I think' who organizes experience.
V. Gender and Sexuality: The Slit and the Serpent
If the first scene of the triptych calls us to meditate on desire and sexuality as a primal sexual force before it has been subjected to codes, the second scene focuses on the interrelational need to connect despite the imposition of codes. In the first scene, the dancers' intertwinements do not follow strictly heterosexual scripts, and we are called to An aerobics instructor (Mascia) points to parts of his body as the dancers follow these gestures as imposed norms. We see implied violence: male dancers throwing a female dancer (de Serpa Soares) among them -we feel the menace behind this action of throwing a woman around as one might an object. These rituals establish the norms against which sexual relations appear, and what appears is that the planning and organizing of gender relations seems ultimately to fail; it does not allow for any intimacy or relation.
Though these attempts at connecting are mostly failures, the dancers continue to engage in the rituals because humans are inherently interrelational and the corporeal schema itself has a libidinal structure (MSME, 159). Perception is tied to movement and 20 desire in that we perceive, are moved by and move towards that to which we are drawn.
Nonetheless, it is still always the material body at stake. Waltz's choreography works against the vertical axis of classical dance that relies on the upright body of the dancer, itself often a cliché. Instead, her dancers work with gravity, mobilizing the suppleness and weight of their bodies as they move out of the vertical axis. Waltz understands this as a certain material logic of bodily flow that has certain boundaries that cannot be crossed. The viewer does not so much feel the surface of her body as its material weight:
Millwood balances de Serpa Soares's body, turning it around and upside down in order to pull off each article of her historically dated and thus unfamiliar garments. Her body is both a thing and yet not a thing. The other dancers then also begin to shed their clothing.
The viewer is not so much caught up in an erotic scene of writhing bodies, but is invited to contemplate what naked bodies actually are, and what they are capable of feeling, and touching, and experiencing.
V. Conclusion
If consciousness is the outcome of praxis and not of contemplation, and movement and perception are inherently intertwined, then watching dance film has the possibility of changing our praxis and hence our consciousness. Both film and dance are about taking up ideas in ways that cannot reduce them to words; they are always in excess of language and their meaning is in the flesh of the dance or film itself. Nonetheless, because of this intertwining structure, bodies embody meaning, in particular to the extent that they gear into and take up the structures or worlds they inhabit. Importantly, because these structures open on to one other, film as a primarily visual medium nonetheless has the potential of opening up corporeal structures or norms and reconfiguring them. Where dance is about movement, filming dance paradoxically focuses our attention on the movement that film makes possible, that of moving viewers.
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